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ABSTRACT OF DMA PROJECT

AN EXPLORATION OF SMETANA’S Z DOMOVINY (FROM MY HOMELAND),
TWO PIECES FOR VIOLIN AND PIANO, JB 1:118
Z domoviny (From My Homeland), by Bedřich Smetana (1824-84), is among the
most colorful and effective works for violin and piano of the 19th century, and yet it is not
as well-known, nor as often performed, as many other works by Antonín Dvořák,
Johannes Brahms, Pablo de Sarasate, Henryk Wieniawski and their contemporaries. This
document will attempt to balance the work’s place in the repertoire and provide a
performer’s guide. It consists of an historical background of the composition, including a
biography of Smetana; a discussion of his compositional technique and style, along with
an exploration of his nationalistic style; an analysis of this programmatic work with an indepth study of Smetana’s use of Czech elements such as melody, motif, rhythm, and
harmony, including comparisons between Z domoviny, other works by Smetana, and
successors of Smetana of similar character; and, finally, suggestions that will assist in the
performance of the piece.
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INTRODUCTION
Bedřich Smetana, one of the greatest Czech composers, is often regarded as the
“Father of Czech music.” As a leading figure in the development of Czech nationalist music,
his success as a composer came later in his life, after his opera The Bartered Bride. This
established the composer as the champion of Czech opera. His other best-known work is
the cycle of six symphonic poems Má Vlast (My Country), which contains the famous
“Vltava (The Moldau).” Each piece depicts and celebrates the composer’s homeland and
is representative of his Czech nationalism.
Smetana’s chamber music collection is smaller and rather less well known. It includes
his autobiographical string quartet, From My Life, and a Piano Trio written in memory of
his daughter. Later in his life, the composer wrote a set of two pieces for violin and piano
with the title of Z domoviny (From My Homeland). It is not as well-known, nor as often
performed, as many other works by Dvořák, Brahms, Sarasate, Wieniawski and their
contemporaries, yet it is among the most colorful and effective works for violin and piano
of the 19th century. Z domoviny is significant in the violin repertoire not only because it is
one of the first programmatic pieces written for violin and piano, but also because Smetana
infuses Czech nationalist writing into this composition. Z domoviny displays his most
evolved compositional maturity, showing the culmination of his compositional techniques.
This project will attempt to balance the work’s place in the repertoire and provide a
performer’s guide. It consists of an historical background of the composition, including a
biography of Smetana; a discussion of his compositional technique and style, along with
an exploration of his nationalistic style; an analysis of this programmatic work with an indepth study of Smetana’s use of Czech elements such as melody, motif, rhythm, and
1

harmony, including comparisons between Z domoviny, other works by Smetana, and
successors of Smetana of similar character; and, finally, suggestions that will assist in the
performance of the composition based on my research into the style of Czech music, and
appropriate performance practice.
My fondness for the composition and how much I can relate to the message of the
work inspired this project. Being away from home for over ten years made me truly
empathize with Smetana’s feeling when he named these pieces From My Homeland.

2

LIFE OF SMETANA
Bedřich Smetana was born on March 2nd, 1824, in the small town of Litomyšl, southeast of Prague. He was the first son of Barbora and František Smetana, who was a brewer
by profession and an amateur violinist. The young Bedřich was surrounded by his father
and his friends who sat down after work to play their favorite Haydn string quartets, and it
was in this environment that Bedřich discovered his musical talent.1 At age 5, Bedřich
began violin study with František and was soon leading his father’s quartet as 1st violin.
Bedřich began having piano and violin lessons from a local musician named Jan Chmelík
(1777-1849), and made prodigious progress.2
The Smetana family moved to Jindřichův Hradec in the south of Bohemia in 1831,
where Bedřich continued his musical studies with the local organist, František Ikavec
(1800-1860), who introduced Bedřich to the music of Mozart and Beethoven. In 1835,
František bought a farm at Růžková Lhotice, near Čechtice, and the surroundings
fascinated Bedřich, inspiring later compositions.3 Since there was no suitable school in the
area, Bedřich traveled to Jihlava to continue his education, first in a German school where
he was so unhappy that his father transferred him to the gymnasium in Německý Brod,
where he would have the most fulfilling educational experience of his childhood. 4 At
school, he developed a friendship with a fellow pupil, Karel Havlíček, who would later
become a Czech revolutionary poet. Havlíček’s departure for Prague in 1839 influenced
Bedřich and made him realize how limited and restricted his life had been. After persistent

1
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John Clapham, Smetana (London: J.M. Dent and Sons LTD, 1972), 12.
3 Brian Large, Smetana (New York: Praeger Publishers, 1970), 5.
4 Ibid., 6.
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requests, Bedřich finally earned his father’s permission to move to Prague in the autumn
of that year.
Smetana enrolled at the Prague Classical Grammar School, directed by Josef Jungmann,
a Czech poet and a leading figure of the Czech National Revival. Fascinated by his new
surroundings in Prague, Smetana missed many classes because he found the school
unsatisfactory. He formed a string quartet that met every evening, but they could not afford
to purchase new music. A diary entry of Smetana shows how he solved the problem, “As
I was gifted with a good memory I noted the pieces down after only one hearing. Later my
colleague Butula arranged them for the Quartet to play.”5
Smetana also composed pieces for his own quartet. But, unfortunately, only sketches
of the first violin part survive. Franz Liszt (1811-1886) visited Prague to play a series of
piano recitals in early 1840 that captivated Smetana and convinced him that a career in
music was his true calling.
His time in the city was cut short when his father discovered that his son had been
missing classes. František sent him to Nové Město, where Bedřich’s uncle was the local
brewer. His earliest extant composition dates from this period; a simple piano piece called
Kvapiček (Little Galop) written in 1832. The young musician also composed Louisa’s
Polka (1840), which was dedicated to his cousin Louisa, with whom he shared a brief
romance.

6

In 1840, Bedřich’s older cousin Josef Smetana, a professor at the

Premonstratensian Grammar School in Plzeň, offered to be his mentor. Bedřich stayed in
Plzeň, where he enjoyed a restless social life, until he finished school in 1843. During this
period the young musician composed numerous pieces, mostly for solo piano, for musical

5
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entertainment, especially for dancing, including the Dahlia Polka (1840), and Three
Impromptus (1841-42).
Bedřich had a number of romances in Plzeň, but the one which captivated him
completely was with Kateřina Kolářová, whom he had known since his childhood at
Jindřichův Hradec.7 Smetana wrote several pieces for her, including Overtures for piano 4hands (1842), Two Quadrilles (1843-44), and an incomplete Étude for the left hand.
When Bedřich completed school, František finally gave his consent for his son to
pursue a career in music but made it clear that he could not support his son because of his
own financial difficulties. Nonetheless, Bedřich left for Prague in 1843, full of excitement
and confidence. He wrote in his diary on January 23rd, 1843, “By the grace of God and
with his help I shall one day be a Liszt in technique and a Mozart in composition.”8
Smetana had thus far studied only with local music teachers and the level of the
instruction had not been up to professional standards. Now in the city, the young musician
was eager to study with the best, Kateřina’s mother helped him in the search for an
instructor by introducing him to Kateřina’s teacher, Josef Proksch, who was one of the
finest musicians in Prague. Impressed with the young man’s playing, he accepted Smetana
as his student. Proksch soon learned of Smetana’s financial difficulties and helped him
secure an appointment as a music teacher at the family of Count Leopold Thun and
Hohenstein, who was a leading Austrian political figure. Aside from teaching music to the
Thun children, the young composer was able to focus solely on studying music theory and
composition under Proksch. Over the next three years, Smetana made significant progress

7
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and established a more mature style.9 His important compositions from this period include
The Bagatelles and Impromptus (1844), Five Waltzes (1844), and Album Leaves (1844),
all written for solo piano.
After finishing his studies with Proksch, twenty-three-year-old Smetana set out to
become a renowned piano virtuoso and to establish his own music school in Prague. He
planned a series of recitals in the towns of Bohemia but had to cancel the tour after a poorlyattended, disastrous, first concert.10 Despite the failure, the young musician still hoped to
open his own music school. In March 1848, Smetana wrote to Liszt to accept the dedication
of his Six Characteristic Pieces, op.1, composed earlier that year, to find a publisher for
them, and to lend him four hundred guldens. Liszt replied cordially with promising words,
describing Smetana’s pieces as ‘the most outstanding, finely felt and finely finished pieces
that recently have come to my note.’11 Although Liszt provided no financial support, his
praise of the piece was a huge encouragement for the young composer. Finally, Smetana
opened his Piano Institute at his apartment in the Old Town Square in Prague. The Institute
gradually earned an eminent reputation, particularly among supporters of Czech
nationalism. For a short period in 1848, Smetana participated in the revolution against
Habsburg absolutist rule, led by his old friend Havlíček. The young composer joined the
Citizen’s Army (Svornost), helping to man the barricades on the Charles Bridge. In his
nationalistic fervor, he wrote several patriotic works, including Two Marches (1848) each
dedicated to the Czech National Guard and the Legion of Students at the University of

9
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Clapham, Smetana, 19.
11 Large, Smetana, 41.
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Prague, The Song of Freedom (1848), and his first symphonic composition, The Festive
Overture (1849).
Smetana’s romance with Kateřina developed steadily and they married in August 1849.
She gave birth to the first of their three daughters in 1851. Smetana composed a number of
piano pieces during this period, among which are Three Salon Polkas (1848-54), Wedding
Scenes (1849), Album Leaves (1850), and Three Poetic Polkas (1854). The composer was
fond of the polka, a Czech dance originated in the middle of the 19th century in Bohemia.
According to the author Brian Large:
To raise the polka from the level of a showpiece to a musical tone poem. His model
was certainly Chopin, whose Mazurkas and Polonaises had transformed prosaic dances
into personal and sophisticated art forms in which he could express everything that was
most directly linked in his mind with his native Poland. Smetana aspired to do the same
and saw the polka as a suitable outlet for voicing his growing enthusiasm for everything
Czech¾the people, the countryside, the way of life. Czech optimism was a characteristic
ideally suited to the bright and joyful dance element of the polka, but gradually Smetana
began to extend the range of moods so that it became a highly stylized and subjective
genre reflecting his most ardent nationalistic thoughts.12
Smetana’s fondness for the polka showed itself later in his opera The Bartered Bride (1866),
in the last scene of Act 1.
Another important creation by the composer from this period is the Triumphal
Symphony (1854), to commemorate the wedding of Emperor Franz Joseph, his first
attempt to write a symphony. The Czech public neglected the symphony at first because of
Smetana’s use of the Austrian national anthem, considered anti-Czech nationalism.
Soon after completing the symphony, tragedy struck the Smetanas. His second
daughter, two-year-old Gabriela, died in July 1854. The following year, he lost his oldest
daughter, Bedřiška, who, despite being only four years old, was already showing musical

12

Large, Smetana, 56.

7

talent. In his diary, Smetana wrote, “At the age of three she is singing songs, with a good
ear for pitch. I feel she has a natural musical talent.”13 The intensely grieving composer
wrote the Piano Trio in G minor in the autumn of 1855, in memory of Bedřiška. Liam
Nolan effectively describes the Trio:
The opening was full of weeping. Hearing in his head the sounds of Kateřina’s
crying for the dead Bedřiška, he wrote it down for the violin. Remembering his own efforts
to still his wife’s tears, he chose the soft mellowness of the cello for his own voice. And,
torn by the memory, he gave the piano the passages that depicted the outbursts of despair
that were incapable of being assuaged.14
Then, Smetana’s youngest daughter, Kateřina, died in June 1856. The tragedies
weakened his wife’s health significantly.
In the autumn of 1856, Smetana decided to take a proactive direction and left for
Göteborg, Sweden, hoping to seek the musical success that he never achieved in Prague.
The people of Göteborg warmly welcomed the musician and his series of recitals were a
great success. Being pleased with the new atmosphere, Smetana established a music school,
which came to be considered the most exclusive in the city. He also became the conductor
of the Göteborg Society for Practicing Classical Choral Music.15 Meanwhile, Kateřina’s
health grew worse, and she eventually died in Dresden in April 1859, in the middle of her
homebound journey towards Prague. During this period, the composer wrote his first
symphonic poem Richard III (1858) after the play by William Shakespeare (1564-1616),
and his second symphonic poem Wallenstein’s Camp (1859), after Friedrich Schiller’s
Wallenstein trilogy.

13

Liam Nolan and J. Bernard Hutton, The Life of Smetana: The Pain and The Glory (London:
George G. Harrap and Co. LTD), 150.
14 Ibid., 154-55.
15 Clara Thörnqvist, Smetana in Göteborg (Göteborg: Göteborgs University Bibliotek), 10-11.
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After returning to Prague, Smetana struggled to find any interest in music. Later
that year, Liszt invited him to spend time in Weimar, where he discovered the opera Der
Barbier von Bagdad, composed by Peter Cornelius. This experience inspired his own
operatic works years later.16 Smetana married his second wife, Bettina Ferdinandiová in
July 1860, and they returned to Göteborg together. Unlike in the past, Göteburg no longer
held Smetana’s interest, and with his growing longing for his homeland, he decided to
return to Prague. The musician realized that, despite his successful five-year residency in
the city, he was not known outside Göteborg, so he set out on a tour of Germany and
Holland before settling down in Prague permanently. 17 During this period, Smetana
composed several pieces that embody the rich Czech spirit such as Vzpominky na Čechy
(Memories of Bohemia), written for the piano during 1859-60. Another important piece
from this time is his symphonic poem Hakon Jarl (1860-61), after the tragic drama by
Adam Oehlenschläger (1779-1850). After his last public appearance in May 1862, his years
in Göteborg had come to the end. Smetana’s period in Göteborg had made a remarkable
impact on the composer who would later develop into the father-figure of Czech music.18
Smetana settled down with his family in Prague at the beginning of June 1862. In
the following year, he became chorus master at the Hlabol Choral society, for whom he
composed numerous choral works. In the following year, he was elected president of the
music section of the Umělecká Beseda (Society of Arts), of which he was a founding
member.19

16

Large, Smetana, 98-99.
Ibid., 110-111.
18 Ibid., 113.
19 Ibid., 127.
17

9

Smetana completed his first opera The Brandenburgers in Bohemia in February
1862, with a libretto by Karel Sabina. One of the main motivations for the work was the
opera competition held by Count Jan von Harrach, who asked for historical and comic
operas on Czech subjects, and The Brandenburgers was a winner, receiving an enthusiastic
reception at the Provisional Theatre.20
In 1866, Smetana completed one of his most successful works, The Bartered Bride
(1863-66), with a libretto by Sabina. This opera was monumental in his career and
established him as the champion of Czech opera.21 In the same year, he would be assigned
the position of principal conductor of the Provisional Theatre, where his orchestra included
the young Antonín Dvořák. Afterward, Smetana would compose more operas, which are
all significant in the Czech opera repertory, securing his legacy. These operas include
Dalibor (1865-67), Libuše (1869-72), The Two Widows (1873-74), The Kiss (1875-76),
The Secret (1877-78), and The Devil’s Wall (1879-1882).
Smetana’s health declined considerably with advancing syphilis in 1874, leading
him to resign from his appointment at the Provisional Theatre. Later that year, he suffered
the blockage to the ears that would render him completely deaf. Despite his ill health, he
continued to compose. He completed his cycle of six symphonic poems, Má vlast (My
Country) in 1879. It took him nearly six years to finish, and this work is considered one of
his key representational pieces and the height of the composer’s Czech nationalism. Large
addresses the composition; “Má vlast is far from being a song, and though Smetana in the
course of the poems sings of the monumentality of his homeland, the nation, the country,

20
21
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and its people, the work is really a six-movement symphony, bound by a cyclic device and
a sequence of pictures.”22
The premiere of the complete Má vlast was warmly received in November. A
review of the performance is indicative:
And even if foreigners may now and then be amazed by the magical sounds of these
masterly symphonic poems, Smetana’s Má vlast was written for the Czechs, and Czechs
will never cease to gratefully commemorate Smetana, who devoted all of his greatest
powers to the celebration of his country.23
Returning to chamber music for the first time since his Piano Trio (1855), Smetana
composed the String Quartet no. 1 in E minor, From My Life (1876). This four-movement
piece is autobiographical, as the composer explained, “my intention was to paint a tone
picture of my life.”24 In the final movement, the long insistent high note on the first violin
indicates the high-pitched ringing noise in the composer’s ears, which he experienced at
the beginning of his deafness in 1874. Large emphasizes the importance of the composition,
“the quartet in e minor is a remarkable score, which initiated a whole series of Czech
chamber works in which composers were moved to record their private feelings in
music.”25 During these years, Smetana secured his position as the leading figure of Czech
national music.
In early 1879, Smetana confessed his fears of the onset of madness to his friend Jan
Neruda, “I am downhearted and fear the worst. I’m terrified I shall go mad and have
become so downcast that I sit for hours doing nothing, unable to think about anything

22

Large, Smetana, 269.
Kelly St. Pierre, Bedřich Smetana: Myth, Music, and Propaganda (Rochester: University of
Rochester Press), 45.
24 Large, Smetana, 318.
25 Large, Smetana, 320.
23
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except my unhappiness.”26 He started experiencing nervousness, depression, and insomnia
by 1882, resulting in the decline of his health. Nonetheless, he continued his work,
composing pieces that include the piano works Czech Dances I and II (1877-79), and, in
1879-80, the two pieces for violin and piano, Z domoviny (From My Homeland). The
composer dedicated Z domoviny to Alexander Thurn-Taxis. This set of cordial, simple
pieces is an intimate example of Smetana’s full maturity as a musician.27 More details of
the history of the work are discussed in the next section of this document.
Smetana carried on his work nearly to the end of his life. He composed his second
String Quartet in D minor (1882-83). He also started on his new symphonic work Prague
Carnival in 1883, but his illness did not allow him to write more than the first two
movements, Introduction and Polonaise.28 Smetana died of syphilis on May 12, 1884. The
funeral was held three days later, and The Bartered Bride was performed at the National
Theatre as a tribute to the composer. Eliška Krásnohorská (1847-1926), who wrote the
libretti for four operas by Smetana, The Kiss, The Secret, The Devil’s Wall, and Viola,
relates:
On the very day of the funeral of the master, the sounds of his Bartered Bride rang
out in the theatre to which his heart was so firmly united, even beyond the grave and far
into the distant future. it was as though a black veil had been draped over the stage...
perhaps tears darkened the eyes of the thousands.29

26

Ibid., 370.
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29 František Bartoš, Bedřich Smetana: Letters and Reminiscences (Prague: Artia, 1955), 285.
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Z DOMOVINY- FROM MY HOMELAND
A Background of Z domoviny
Smetana composed only a few chamber music works in his life; although the output
is rather small, each work is personal and heartfelt. His chamber music repertoire is his two
string quartets (the first being, his autobiographical, From My Life); a piano trio in G minor;
Fantasy on a Bohemian Song, an early work for violin and piano; and the two pieces for
violin and piano, Z domoviny (From My Homeland).
Despite the deafness and declining physical and mental health, Smetana wrote these
duets in 1880 at the instigation of Prince Alexander Thurn-Taxis, a fine violinist and a
close friend. Smetana wrote of these duets:
They are relatively light in style, and intended more for domestic use than for the
concert hall, though without precluding the latter, and they are written in a genuinely
national manner, albeit with my own tunes. The dedicatee is the young Prince Alexander
von Thurn und Taxis, who himself enjoys the reputation of being a good violinist.30
While always painting the Czech landscape, these pieces are engaging and intimate, yet
musically complex, a display of his musical maturity.
Smetana first intended to have the pieces published by Hugo Pohle, Hamburg
publisher. However, the composer wrote to the F. A. Urbánek, a publishing house in Prague:
In summer I sent Mr. Pohle two duets for violin and piano entitled From My
Homeland for publication. He informed me, however, in no uncertain manner that he
allowed none but German titles of compositions, that he would not even accept French
titles let along Czech titles which were quite out of the question. Naturally I immediately
took my duets back.31

30

Milan Pospíšil, preface to From the Homeland/Z Domoviny for Violin and Piano (Munich: G.
Henle Verlag, 2004), 1.
31 Bartoš, Bedřich Smetana: Letters and Reminiscences, 228.
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F. A. Urbánek published Z domoviny for the first time in Prague in January 1881.
Currently, Z domoviny is available through various publishers such as Bärenreiter, Schott,
Peters, and Henle, G. Verlag. Václav Juda Novotny (violin) and Karel Kovařovic (piano)
gave the premiere of the pieces in October 1880, prior to their publication. 32 The
Z domoviny bears the number JB 1:118 from “Thematic Catalogue of Works by Bedřich
Smetana” by Jiří Berkovec.
In 1916 Fritz Kreisler made the oldest recording of Z domoviny that survives today
on the Victor Talking Machine label. This is one of Kreisler’s earliest recordings since he
started recording in 1915 and recorded until around the 1950s. In this recording, Kreisler
plays only the second piece, omitting the opening piano solo perhaps due to recording
limitations. Some other notable violinists to record Z domoviny include Bronislaw
Huberman in 1942, Leonid Kogan in 1946, David Oistrakh in 1949, and Nathan Milstein
in 1956. Among these recordings, Kogan is the only one to record the first piece. One can
assume that the second piece was more popular because it was dynamic, dance-like, and
displayed more virtuosity. Other important recordings are that of Josef Suk, Mischa Elman,
Ruggiero Ricci, Itzhak Perlman, and James Ehnes.

32

Ibid.
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An Analysis of Z domoviny
The Z domoviny consists of two duo pieces for the violin and piano; the first
movement in A Major and the second in G minor. The first piece is in three sections; the
first section in A Major (mm. 1-84), second section in C Major (mm. 86-105), and third
section returns to the home key (mm. 106-131). The second work is composed in a
collection of sections; after a short introduction (mm. 1-11), the first theme is introduced
and variations of it follow (mm. 12-89). The fast dance follows (mm. 90-161) until
interrupted by meno allegro section (162-193). The fast dance reappears (mm. 194-219),
and a short moderato assai (mm. 220-225) bridges into a fast coda (mm. 226-269).
In the first piece, the solo violin opens with a warm gesture, and the piano joins
with a fully diminished 7th chord a measure later, creating an unsettled, mystical
atmosphere. After a brief introduction of six measures, the full conversation between the
two instruments begins. At measure 7, the composer introduces the main theme in the
violin, four measures in length, while the right hand of the piano outlines the melody of the
violin simultaneously.
Throughout the movement, the tonality vacillates between major and minor
frequently, a characteristic feature of Moravian folk songs.33 Through measures 7 and 22,
a parallel period, the tonality alternates between A-major and F#-minor, with the harmonic
patterns of ii-I64-V-I and iv-i64- V 7-i respectively. At the animato, measure 43, the violin has
a variation of the theme and then the piano takes over the melody, in ff, a dramatically
different

33

Large, Smetana, 349.
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Figure 1. Z domoviny, first piece, mm. 1-27.
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timbre from the opening that was p, dolce. After this short phrase, it becomes calm again,
with a B pedal-tone in the piano that resembles a bell sound, and the F-sharp being played
across four octaves (fig. 2).

Figure 2. Z domoviny, first piece, mm.47-55.

The più animato follows at measure 62, which has similar material from the
previous animato section, but the violin has the melody this time. The bell-like section
appears again with an A pedal-tone in the piano with a rhythmic diminution.
The second section, più moderato, is a slow dance, followed by its variations (fig.
3). At first, the violin introduces a new theme that is repeated with a series of modulations
(mm. 85-92). The composer marks allargando as a new tempo marking at measure 93,
indicating the beginning of the first variation on the theme. Now the piano has the main
melody on the top note of the right hand, with arpeggiated chords in both hands, creating
a full, majestic sound. Here, the violin part is rather sparse with alternation between arco
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Figure 3. Z domoviny, first piece, mm. 85-88.

and pizzicato, embellishing the piano part. The third variation follows at measure 100, with
a completely different character involving ff and risoluto, the melody stays in the piano
part, while the violin displays virtuosic passages of fast notes. The last section brings the
first theme back at measure 106. The movement ends quietly with a 15-measure-long brief
coda.
The second movement is more complicated in form and shows Smetana’s musical
maturity.34 The piano opens the piece with a rhapsodic, whispering phrase, followed by a
robust, powerful violin entrance that becomes a cadenza-like solo line (fig. 4). This violin
entrance evokes memories of the opening of the first movement from Smetana’s Piano Trio
in G minor (fig. 5). The younger Czech composer, Leoš Janáček (1854-1928), wrote the
beginning of his Violin Sonata (1914) with a gesture that is reminiscent of the opening of
the second piece of Z domoviny. In Janáček’s violin sonata, the short unaccompanied violin
entrance features an alarming character.35 The characteristics such as urgency, large leaps,
and the unaccompanied entrance of the violin, suggest that perhaps Janáček infused
Smetana’s influence into his Violin Sonata.

34

Ibid.
Ladislav Prcik, “Stylistic Evolution of Leos Janáček’s Lesser-Known Compositions for Violin”
(DMA diss., Arizona State University, 1996), 65.
35

18

Figure 4. Z domoviny, second piece, mm. 1-11.

Figure 5. Piano Trio in G minor by Smetana, mm. 1-8.

Figure 6. Violin Sonata by Leoš Janáček, mov. 1, mm.1-4.
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After the entrance of the violin, the piano joins outlining the violin melody followed
by a series of fluctuating tonalities. Smetana employs a canon between the two instruments
in mm. 63-72, evoking pastoral mood with a bell-like echo effect by alternating the fifth,
D and A (fig. 7). After a brief canon between the two instruments, the piano plays a harplike figure from m. 72. This harp-like figure features a characteristically Czech element, a
perfect interval inserted into a scalar melody, as it is found in many works by the composer.

Figure 7. Z domoviny, second piece, mm. 62-72.
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The allegro vivo from measure 90 (fig. 8) recalls a skočná, a Slavic folk dance, from the
third act of The Bartered Bride (fig.9).
Figure 8. Z domoviny, second piece, mm. 90-114.

Figure 9. Excerpt from Smetana’s opera The Bartered Bride, Act III, Skočná, mm. 149156, strings only.
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Smetana marks scherzoso in this section, which is characterized by the violin
melody quickly alternating registers, abrupt sforzandi, rapid dynamic and mode changes,
and unexpected accents on second beats. The composer briefly introduces a new melody
based on a scale between measure 146 and 161, with the scale degrees (5̂)-1̂-2̂-3̂-4̂-3̂-2̂-1̂,
which serves as a short transition into the next section (fig. 10).
Figure 10. Z domoviny, second piece, mm. 145-152.

Figure 11. Z domoviny, second piece, mm. 162-171

The playful mood becomes mellow with a series of minor modes at meno allegro,
starting from measure 162. Here, the articulation becomes longer and more legato with
slurs than the previous section, where it was overall shorter and lighter. Smetana extends
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the scale degrees of the melody into (5̂)-1̂-2̂-3̂-4̂-5̂-6̂-7̂-8"-7̂-6̂-5̂-4̂, over a four-measure
phrase (fig. 11). The composer puts fermata along with allargando in the middle of the
phrase, which intensifies a yearning feeling of the melody. The phrase repeats in different
modes until poco accelerando leads into allegro vivo, of which the melody is the same as
the scale degrees 1̂-2̂-3̂-4̂-3̂-2̂-1̂ from the end of first allegro vivo (mm. 146-161). A grand
pause (m. 217) interrupts a brief revisit of the beginning of the previous allegro vivo,
followed by the two measures consisting of ii-V7 harmonies. A quick coda, presto, follows
after a short transition of Moderato assai, which features a broad version of the melody, 1̂
-2̂-3̂-4̂-3̂-2̂-1̂.
In the coda, the scale-based melody continues in eighth-triplets, first on the violin,
then the top notes on the piano. The composer puts accents on every beat to help the melody
stand out in this busy section. The restless ascending motion in the violin and descending
piano part meet at the sforzando chord at measure 260, where the final ending of I-V7-I-VI begins. Although the piece is in G minor, it concludes with excitement in G major. This
is one of Smetana’s compositional characteristics, which is also found at the end of his
piano trio, as Large explains;
The basic minor tonality is somehow defeated in the final bars, and the whole work
ends triumphantly in the major. This change of mode from minor to major, accompanied
by a feeling of optimism in the final bars, is a characteristic feature of Smetana’s style
which can be found time and again in many of the later works, particularly the operas.36
It is impossible to talk about Czech music without mentioning the Czech composer
Antonín Dvořák (1841-1904) and his contributions. He composed three works for the same
instrumentation, Violin Sonata in F major, op. 57 (1880), Four Romantic Pieces, op. 75

36

Large, Smetana, 67.
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(1887), and Sonatina in G major, op. 100 (1893). Although Dvořák’s music is always
imbued with the Czech spirit, Dvořák and Smetana’s music share few similarities. For
example, Smetana’s music always leaned further towards the style of Czech folk music,
using characteristic rhythms and gestures. Dvořák, however, often displays his “Czechness”
with the use of harmony and scale modes, such as the frequent use of the pentatonic scale,
as shown in the second movement of his Sonatina (fig. 12).

Figure 12. The use of the pentatonic scale in Dvořák's Sonatina, mov. 2, mm. 1-5.

Dvořák’s music has more phrase and metric structure, similar to that of Germanic
music at that time. Smetana, however, often composed passages in which the instruments
move freely without following a strictly formulated rhythmic structure. An example of this
would be the allargando section in the first piece, measure 93 (fig. 13). Here, Smetana
removed the subdivided notes and gave the piano rolled quarter notes, giving the feeling
of expansion and freedom for the violin to play. Dvořák, on the other hand, used a stricter
metric structure such as equal phrase length and constant rhythmic accompaniments, even
when the music is singing and vocal. An example of this would be the second piece of the
Four Romantic Pieces, where Dvořák uses sixteenth notes on every beat throughout the
composition (fig. 14).
The differences in compositional style between Dvořák and Smetana become
obvious when one reads through the piano score of each composer. The score of Dvořák’s
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Violin Sonata, for example, bears many similarities with Brahms’s score; there is a clear
separation between melody and accompaniment whereas Smetana’s music often finds the
melody and accompaniment intertwined with one another. As a result, there is little
similarity between the works of the two composers. Dvořák’s influences were clearly
Germanic, and Smetana’s were purely Czech.

Figure 13. Allargando, first piece, Z domoviny

25

Figure 14. Dvořák's Four Romantic Pieces, second piece.
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Performing Z domoviny: Performance Suggestions and Investigation of Some of the
Technical Difficulties that the Performers May Encounter.
Due to the inaccessibility of Smetana’s manuscript, this study uses the urtext edition
by G. Henle Verlag, a reliable, scholarly edition.
The opening of the first piece gives the violin freedom as the piano does not appear
until measure 2. Thus, the violin should warmly emphasize the swell allowing the second
note, B, to linger (fig. 15). The piano should join carefully following the violin’s melody
line in measure 2. Both parts grow together with rubato into the

Figure 15. The opening
downbeat of measure 7 where it is dolce cantando, con anima, measure of Z domoviny, first
piece.
suggesting it should be played a bit faster, and livelier than the
introduction. From measure 7, the violin should pay special
attention to the swells as Smetana marks them carefully, backward
to a typical four-bar phrase (fig. 16).

Figure 16. Z domoviny, first piece, mm. 6-13.

As mm. 7-14 and mm. 15-22 are nearly identical, the violin should consider varying
fingerings for the repeating melody to give more variety in the sound and mood (fig. 17).
The mezza voce in the violin in measure 31 should lead to a noticeably different color, then
growing to mf.
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Figure 17. fingering, bowing suggestions for Z domoviny, first piece, mm. 6-21

In mm. 43-46, the piano takes over the melody in the right hand, therefore the top
notes should be heard clearly. The violin should play the dotted-half notes in mm. 50-52
with less vibrato and lighter bow as Smetana marks dolce semplice. The violin must save
the bow for a series of triplets in the following measures to reinforce the moving notes. For
the portato at measure 57, the bow speed should vary for each eighth note to achieve the
swell. At più animato, m. 62, the piano leads the new faster tempo with eighth notes in
both hands, and then both parts get broader from measure 66 with accents on each quarternote. The piano should play the series of sixteenth-notes calmly and evenly in mm. 69-80
(fig. 18), and the violin may stay on the A string for mm. 75-76 to achieve a uniform timbre
(fig. 19).

Figure 18. Z domoviny, first piece, mm. 69-71.
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Figure 19. Sul A, fingering suggestions for mm. 75-76.

Both instruments should play the first four measures of the next section, più
moderato (fig. 20), with a vertical gesture; by placing each note, and using sharper
articulation. Whereas the next four measures, mm. 89-92, should be more horizontal, by
emphasizing the swell and using longer articulation. In m. 92, the violin should stay in the
upper half of the bow for the soft and delicate sound. At allargando, the piano should bring
out the top notes of the arpeggiated chords as they are highlighting the melody. The violin
should play the variation of the melody in mm. 101-105 with a firm, healthy sound by using
flatter bow hair, at the middle of the bow.

Figure 20. Z domoviny, first piece, mm. 85-92.
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In the last section (fig. 21), the violin should consider breaking the slurs over the
main theme due to the loud dynamic markings and broader character. For the consecutive
descending thirds in the violin (mm. 124-129), the player may use three down bows in a
row to create the diminuendo.

Figure 21. Fingering and bowing suggestions for mm. 106-end, first piece.

Figure 22. The second piece, mm. 1-6.
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Figure 23. Fingering and bowing suggestions for mm. 5-11, second piece.

The second piece opens with a rhapsodic piano solo, where the piano should play
cadenza-like with freedom, yet clearly differentiating between triplets and regular
eighth/sixteenth notes (fig. 22). The violin should enter with a stormy character, despite
starting up-bow, by using a flatter bow hair and placing the bow closer to the bridge. At
the end of measure 6, the violin may exaggerate the leap between the C and B-flat with
portamento. The violin should play the descending motion in mm. 7-11 with freedom and
may stay on the G string from the last two beats of measure 10 to the next measure, with
expressive vibrato for a dark tone (fig. 23).
At the beginning of moderato section (fig. 24), where the composer marks dolce
cantando, the violin should vibrate continuously, mimicking the tone of a singer. In order
to maintain a warm tone, the violin may stay on D string for the first four measures with
generous vibrato.

Figure 24. Fingering and bowing suggestions for moderato, mm. 12-16, second piece.

In measure 24, the whole-step trill in the violin must speak clearly as it indicates a
new major mode with a firm and articulated left-hand movement. In mm. 38-41, the violin
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should use light pressure and enough bow to create the light flautando sound that
accompanies the piano part. After the fermata in measure 41, the violin should bring out a
dramatic change of mood with the ff from flat hair and fast bow. In mm. 43-45, the violin
may consider using separate bows for the slurred notes to produce a rich sound (fig. 25).
Meanwhile, the piano should stay under the violin as Smetana marks only f.

Figure 25. Fingering and bowing suggestions for mm. 41-47, second piece.

As the piano has the melody in mm. 51-58, it should bring out the melody notes in
the right hand. Although the violin has an insignificant part, it should play the first note of
every group clearly with an accent at the upper half of the bow (fig. 26).

Figure 26. Fingering and bowing suggestions for the violin, and the melody in the piano,
mm. 51-53, second piece.

Smetana writes a canon between the two instruments in mm. 62-72, and the violin
should create an echo effect as it comes after the piano. To achieve an echo effect, the
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violin should produce a flautando sound by using a fast bow with light pressure, and
harmonics for the notes A (fig. 27).

Figure 27. fingering suggestions, mm. 62-66, second piece.

In allegro vivo, strategic bow distribution is crucial to generating the scherzando
mood; a fast bow, a crisp articulation at the beginning of each note, and a well-planned
bow distribution are important. For example, the two consecutive quarter notes with
staccato must be played with two up-bows in order for the accented down-bow to start at
the frog (fig. 28).

Figure 28. Bowing suggestions for mm. 90-99, second piece.

From pickup to measure 146, the violin should emphasize slurred accented quarter
notes by employing the elasticity of the right thumb and index finger and articulated vibrato.
In meno allegro, the violin may consider splitting long slurs to generate an expressive
sound with a wide vibrato. When playing melodies with the scale degree 1̂-2̂-3̂-4̂-5̂-6̂-7̂-8",
the intensity of vibrato should grow accordingly, the highest note with the most intensity
(fig. 29). Both instruments should stay soft, without any crescendo when it is marked poco
accel at mm. 192-193.
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Figure 29. Fingering and bowing suggestions, mm. 162-180, second piece.

In the moderato assai starting at measure 220, the violin may use separate bow for
slurred quarter notes in order to generate a rich f sound. The violin should treat the two sets
of triplets in mm. 223 and 224 differently as Smetana marks; the first set should be short
with fast bows, and the latter one longer with each note accented (fig. 30).

Figure 30. Fingerings and bowing suggestions for mm. 220-225, second piece.

In the final section of the piece, presto, an ossia is often used for mm. 236-251 as
the original part is impractical. The Henle edition provides the original part, and the ossia
can be found in the edition published by the Supraphon Music Publishing, in 1950 (fig 31).
At the end of the piece, both instruments should keep the tempo until the end without any
rubato, making the last two chords the strongest.
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Figure 31. The original part of presto along with the ossia in the edition by the Supraphon
Music Publishing, mm. 226-end, second piece.
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CONCLUSION
Smetana was one of the first true Czech composers, whose influence paved the way
for many of the Czech composers to follow. Born during a time when the Czech people
were in the midst of trying to reestablish their cultural identity, Smetana became a revered
example of what Czech music is and could be. Z domoviny is not only a work of seminal
value in the violin concert repertoire, but also is a prime, sterling example of Smetana’s
national voice. Although there are a few other programmatic pieces for violin and piano, Z
domoviny is one of the earliest for the setting.
The work should receive more recognition as it is a very engaging and easy to listen
to, and features many musical elements worthy of discussion. Z domoviny features genial
melodies that truly embody Czech and Moravian folk characteristics with the use of scale
modes, echo effects, pedal tones and sudden mode changes. The last chamber music piece
Smetana composed, this work is also a true reflection of his life. The inspiration of this
work is evident, as one can easily find many techniques that he polished in earlier
compositions. One can readily hear the mercurial life that he lived, as there are many
moments of deep lament and immense joy. There is also a heavy influence from his idol,
then turned friend and advisor, Franz Liszt. The rhapsodic style of writing, clearly
influenced by Liszt, further enhances the humanistic qualities of the work.
Once frequently performed and recorded, Z domoviny has all but disappeared from
the modern day repertoire. However, we have seen that it has many elements and qualities
that make it a worthwhile choice in the concert hall and recording studio. Fitting into many
categories, Z domoviny is a work that offers much flexibility when it comes to
programming. Its engaging nature makes it a great complementary piece in a recital
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program that features a major 20th century work such as a Prokofiev or Poulenc sonata. It
also is highly romantic, providing contrast to the Classical work that often opens a program.
One intriguing programming option would be to include Z domoviny with works
by other Czech composers: a Biber (actually born in a Bohemian town) Sonata; Dvořák’s
Sonatina op. 100 or Romance in F minor; Smetana; Janáček Sonata or Martinů Sonata no.
3, H. 303. Another possibility would be to frame the works in a group of nationalistic
character pieces from Eastern Europe: Bartók’s Romanian Folk Dances;
Dohnányi’s Ruralia Hungarica. In this context, the works might pair well with more
foreign contributions such as Ravel’s Tzigane or Brahms’s Hungarian Dances. The pieces
could also serve as an effective foil for a bigger, challenging work, such as Bartók’s
Sonata no. 1 or Enesco’s Sonata no. 3.
Hopefully, the information and ideas presented in this document will persuade
fellow violinists of the merits of music and inspire players to explore adding Z domoviny
as a staple of their repertoire. Those who do will certainly enjoy the rich rewards of a
uniquely sincere and evocative musical narrative.
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DMA DEGREE RECITAL PROGRAM NOTES
Recital I: Chamber Recital
February 2nd, 2018
Niles Gallery, Fine Arts Library
7:00 PM
Yeseul Kim and Ella Chang, Violins
With Faculty Artists:
Margaret Karp, Viola
Benjamin Karp, Cello
Sonata for Two Violins, Op.3 No.5 in E minor (1730)
I. Allegro ma poco
II. Gavotte Gracioso: Andante
III. Presto

J. M. Leclair(1697-1764)

Sonata for Two Violins, Op. 56 (1932)
I.
Andante cantabile
II. Allegro
III. Commodo (quasi allegretto)
IV.
Allegro con brio

S. Prokofiev (1891-1953)

String Quartet No. 12, Op. 96 “American” (1893)
I.
Allegro ma non troppo
II. Lento
III. Molto vivace
IV.
Finale: vivace ma non troppo
Margaret Karp, viola
Benjamin Karp, Cello
Moz-Art (on K. 416d) for Two Violins (1976)

A. Dvořák (1841-1904)

A. Schnittke (1934-1998)

Sonata for Two Violins, Op.3 No.5 in E minor, Jean-Marie Leclair
Born in Lyon, France in 1697, to a musical family, Jean-Marie Leclair is considered
to have founded the French violin school. The young Leclair was both a competent violinist
and dancer. At age 25, he studied with Giovanni Battista Somis, one of Corelli’s students,
in Turin. At the same time, he was also the local ballet master. The next year, he moved to
Paris, where he played at the Concert Spirituel, an important semi-public music series. He
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had a successful life as a musician admired for his beautiful sound and impressive
technique. His life came to a tragic end in 1764, when he was stabbed to death at his small
apartment located in a dangerous part of Paris. His ex-wife and nephew were suspects who
denied guilt and the murder was ultimately never solved.
Leclair composed numerous chamber works, a few ballets, stage works, and one
opera. A majority of his works were written for the violin, such as his 49 sonatas for violin
and keyboard, and 12 violin concerti. In addition to these works, the composer published a
set of six sonatas for two unaccompanied violins in 1730, and these sonatas have been
considered among the most important works in violin repertoire.
His Sonata for Two Violins in E minor is the fifth sonata of six, written in three
movements. All three movements are composed in binary form, melodic, and full of
counterpoint. The first movement, allegro ma poco, features both violins taking the
melodic role as the violins play in canon. Excitement is added in the form of trills, rocket
figures, and rapid triplets. The second movement, gavotte gracioso: andante, is graceful
and intimate as the first violin takes on more of a lead role. Despite the second violin
playing more of an accompaniment role, the writing has the second violin weaving in and
out of the melody line, creating complexity and intimacy. The third movement, presto, is
a fast gigue, with the violins passing off the melody between one another. The intensity of
this movement is a result of its nonstop sixteenth notes and counterpoint, creating a very
satisfying ending to the piece.
Sonata for Two Violins, Op. 56, Sergei Prokofiev
Sergei Prokofiev composed his Sonata for Two Violins, op. 56, in 1932 during his
vacation near St. Tropez. The piece was commissioned by the Paris-based music society
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Triton, dedicated to presenting new chamber music, to conclude its inaugural concert. The
Triton concert took place in December 1932, although the first performance of the piece
was held three weeks earlier in November 1932 with the composer’s permission. The
premiere was given by Dmitry Tsyganov and Vladimir Shirinsky, both members of the
Beethoven Quartet. Prokofiev wrote about the work in his 1941 autobiography:
“Listening to bad music sometimes inspires good ideas... After once hearing an
unsuccessful piece [unspecified] for two violins without piano accompaniment, it struck
me that in spite of the apparent limitations of such a duet one could make it interesting
enough to listen to for ten or fifteen minutes”
The first movement, andante cantabile opens with the first violin solo that sings
rhapsodic melody, soon after joined by the second violin resulting in creating a rich
harmony. The two violins equally share the statements and sing their own melodies with
contrasting gestures and ranges. The following allegro begins with harsh, percussive
chords on both violins, carrying highly dissonant harmony. The two instruments create an
illusion of a fierce argument throughout the movement. The third movement, commodo
(quasi allegretto), shows extreme contrast of tempo and character, achieved through the
use of mutes on both violins. A dream-like atmosphere carries on until the end, with a
sentimental feeling. The final movement, allegro con brio, requires virtuosic techniques
from both violins, not only because its fast tempo, but also its complicated rhythms and
harmonies. Prokofiev reintroduces thematic material from the first movement near the end,
providing uniformity to the piece as a whole.
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String Quartet No. 12 in F major, Op.96, ‘American,’ Antonín Dvořák
Dvořák composed the string quartet no. 12 in F major during the summer of 1893,
on his trip to Spillville, Iowa. He was taking a break from his duties in New York, teaching
at the National Conservatory of Music in New York City. Spillville is a small town of about
300 residents consisting of Czech immigrants. He was joined by his wife, four daughters,
their aunt, and a maid. Dvořák was delighted that the sketches of the American quartet
were completed in three days. Influenced heavily by his time in America, the quartet
heavily uses the pentatonic scale, native and African American spirituals and folk songs.
The use of these techniques gives the quartet a very open sound and folk like familiarity.
Also, the choice of F major, which Beethoven uses to represent nature, may serve a
symbolic purpose since Dvořák was on vacation in the countryside.
The quartet was composed in the standard four-movement format. The first
movement, allegro ma non troppo, is based on the pentatonic scale in both in first and
second themes. A key characteristic of this is that the viola plays the opening statement,
perhaps because Dvořák himself was a violist, or it could be a tribute to the E minor quartet
of Smetana, with which Dvořák was familiar. The movement is highly lyrical, and the
pentatonic melodies make it memorable. The second movement, lento, is a simple melody
in the style of an American spiritual. The first violin and cello take turns playing the melody
as the second violin and viola provide a ripple-like accompaniment. The third movement,
molto vivace, is a standard scherzo and trio. However, the trio is based on the theme heard
in the very beginning of the scherzo and does not introduce an entirely new melody. The
final movement, Finale: vivace ma non troppo, is a rondo that is both fast and cheerful.
The B section is similar in style to the second theme of the first movement, which contrasts
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greatly with the snappy A theme. Once again, the movement is almost entirely based on
the pentatonic scale. The string quartet no. 12 is one of the most important works that
Dvořák produced during his time in America and is one of his defining works.
Moz-Art for Two Violins, Alfred Schnittke
The use of musical quotation was common practice throughout the history of
western music. Soviet composer Alfred Schnittke took this and coined the term
“polystylism”, which not only consisted of quoting other composers, but also integrating
styles and genres. Despite being born in the Soviet Union, Schnittke completed his studies
in Vienna and was exposed to the Western avant-garde. His polystylistic works have
included works by Mahler, Stravinsky, Shostakovich, along with Baroque and jazz
composers. Others that composed with this practice were Stravinsky, Boulez, and
Stockhausen.
The work “Moz-art, (on K.416d)’ for two violins” was composed in 1977 and is a
humorous piece that combines elements from Mozart’s unfinished Music to a Carnival
Pantomime and his symphony no. 40. The short piece has many extended techniques, such
as whistling while playing, and tuning down the G string mid performance.

Recital II
October 7th, 2018
Recital Hall, Singletary Center for the Arts
3:00 PM
Yeseul Kim, Violin
Edgar Gonsales, Piano
Sonata for Violin and Piano in B minor, P. 110 (1917)
I. Moderato
II. Andante espressivo
42

O. Respighi (1879-1936)

III.

Passacaglia: Allegro moderato ma energico

Rondo Brillant in B minor, Op. 70, D. 895 (1826)

F. Schubert (1797-1828)

Carmen Fantasie Brillante, Op. 3, No.3 (1877)

J. Hubay (1858-1937)

Sonata for Violin and Piano in B minor, P. 110, Ottorino Respighi
The Violin Sonata in B minor by Ottorino Respighi was composed in 1917, just
after his rise to fame following the debut of his symphonic tone poem, Fountains of Rome
(1916). Despite Respighi being a renowned orchestrator, he composed a considerable
amount of chamber music including string quartets and two violin sonatas.
Born in Bologna, Italy, Respighi studied the violin, viola, piano, and composition
at the local conservatory. He was a fine violinist and was engaged to play in the orchestra
of the Bolshoi Theater in Moscow. He later travelled from Moscow to St. Petersburg in
1900 where he would eventually study composition with Rimsky-Korsakov, whose
orchestration he greatly admired. He would eventually tour the world to both perform and
pursue his interests in musicology.
The Violin Sonata in B minor is the second of his two violin sonatas, separated by
20 years. Despite being composed later, the B minor sonata shows many stylistic
similarities to the music of Brahms and Schumann. The first-movement, moderato, begins
with an expressive and nostalgic melody in the violin. As the music moves forward, an
elevated sense of drama and emotional intensity is created with the use of rising passages
and swelling dynamics. The second movement, andante espressivo, begins with a long
piano introduction followed by a lyrical and romantic melody in the violin while being
accompanied by highly irregular figurations in the piano. The last movement is a
passacaglia, similar to the last movement of Brahms’ fourth symphony. Out of his
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numerous chamber works, the B minor sonata is one of the most well-known and frequently
performed.
Rondo Brillant in B minor, Op. 70, D. 895, Franz Schubert
The Rondo in B minor for Violin and Piano, op. 70, D. 895 was composed by Franz
Schubert in 1826. It was published the following year under the title Rondo Brillant. The
piece was dedicated to the young violin virtuoso Josef Slavík, who performed the premiere
with pianist Karl Maria von Bocklet in 1827. After its premiere, the Austrian Zeitschrift
für Kunst (Journal for Art) wrote of the Rondo: “[Schubert’s] present work shows a bold
master of harmony … this piece of music is animated by fiery fantasy … The mind of the
inventor has often quite mightily flapped its pinions here and raised us up with it.”
The piece is composed of two lengthy sections: an andante introduction and an
allegro in sonata-rondo form. The andante is both dramatic and lyrical as it weaves
between a French Overture in B minor and an Italian cantilena in major. The section ends
with two unresolved notes in piano. It is resolved with the exact same 2 notes but in
fortissimo which both introduces the allegro section and transforms into the beginning of
the A theme of the rondo. The allegro section is relentless as driving rhythmic figures
dominate most of the section. Lyrical, lieder like melodies interject as if another voice joins
the conversation. After moving through numerous themes, the piece ends with playful
optimism in a brilliant B major.
A highly virtuosic piece for both instruments, Schubert’s piano writing displays
both his ability to compose in an orchestral and chamber style. The influence of his lieder
writing is always prominent in the lyrical passages while other passages display orchestral
richness. Many of Schubert’s compositional styles are on display as the piece features
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techniques such as rapid modulations, pictorial keyboard figurations, and abrupt endings
to transition between themes and keys. This work is a great example of Schubert’s mastery
over harmony, modulation, and highly virtuosic writing for both instruments. The Rondo
Brilliant develops on techniques used in his violin sonatas and paves way for Schubert’s
two piano trios, and, later, the Fantasy in C major.
Fantasie Brillante on Bizet’s Carmen, Jenö Hubay
Hungarian violinist and composer Jenö Hubay made his concert debut at the age of
eleven. Hubay was a first-rate violinist and composed many showpieces and encores for
his own performances. The Fantasie Brilliante on Bizet’s Carmen was composed in 1876
at the age of eighteen, five years after moving to Berlin to receive instruction from
legendary violinist and pedagogue, Joseph Joachim. After giving his international debut in
Paris in 1878, the twenty-year-old virtuoso was said to combine, “the enthralling
personality of Franz Liszt, the facility and subtle virtuosity of Vieuxtemps, the
philosophical calm and the depth of Joachim, and the Polish passion of Wieniawski” The
young Hubay would eventually develop a close friendship with the Belgian violin virtuoso,
Henri Vieuxtemps, to whom he dedicated this piece to when it was published, two years
after its composition in 1878. Vieuxtemps would eventually title Hubay as the head of
violin at the Brussels Conservatory in 1882. He would later return to Budapest in 1886 to
teach at both the Budapest Academy of Music and the Budapest Conservatory. He taught
in Budapest until his death in 1936.
Hubay composed approximately 200 pieces for the violin and is a significant figure
in the history of the instrument. Today, he is mostly remembered as a pedagogue, being
the teacher to students such as Joseph Szigeti, Zoltán Székely, and Eugene Ormandy. Part
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of his legacy also remains with the Budapest Quartet, of which he was the founding first
violin along with legendary cellist and pedagogue, David Popper.
The Fantasie Brilliante on Bizet’s Carmen was written to showcase Hubay’s
effortless technique as it features many rapid scales and arpeggios, double-stopping,
harmonics, and lyrical passages in high positions. The writing was heavily influenced by
the great violinists before him as many passages contain the techniques and figures used
by the likes of Paganini and Vieuxtemps. Hubay explores the full range of the Violin’s
abilities in a piece lasting just under ten minutes.

Recital III
April 28th, 2019
Recital Hall, Singletary Center for the Arts
3:00 PM
Yeseul Kim, Violin
Mary Ann Wilder, Piano
Romanic Pieces for Violin and Piano, Op. 75 (1887)
I.
Cavatina, Allegro moderato
II.
Capriccio, Allegro maestoso
Violin Sonata in E minor, Op. 27, No. 4 (1924)
I.
Allemande, Lento maestoso
II.
Sarabande, Quasi lento
III.
Finale, Presto ma non troppo
Violin Concerto in A minor, Op. 53 (1880)
I.
Allegro ma non troppo
II.
Adagio ma non troppo
III.
Finale. Allegro giocoso, ma non troppo

A. Dvořák (1841-1904)

E. Ysaÿe (1858-1931)

A. Dvořák (1841-1904)

Romanic Pieces for Violin and Piano, Op. 75, Antonin Dvořák
The Romantic Pieces, op. 75 was composed by Antonin Dvořák in 1887. It consists
of four delightful miniatures for violin and piano. In January 1887, Dvořák rented a room
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to a young chemistry student while living in Prague with his family. The student was an
amateur violinist. This inspired Dvořák to write a trio for 2 violins and viola. The purpose
was so that Dvořák could play it with the student and his violin teacher as a pastime. The
resulting work was the Terzetto, op. 74. However, the work was too difficult for the young
amateur, so Dvořák shortly composed a simpler trio, the Bagatelles for Two Violins and
Viola, op. 75a. Dvořák was quite invested in this work and at the time he wrote to his
publisher, “I am writing little miniatures – just imagine – for two violins and viola, and I
enjoy the work as much as if I were writing a large symphony — what do you say to that?”
After some time, Dvořák became unsatisfied with the instrumentation, so he
rearranged it for violin and piano as the Romantic Pieces, op. 75. The first two pieces will
be performed in this recital.
Violin Sonata in E minor, Op. 27, No. 4, Eugène Ysaÿe
The Belgian violinist and composer Eugène Ysaÿe composed the Six Sonatas for
Solo Violin, op. 27 in 1924. Each sonata in the set was dedicated to one of Ysaÿe’s close
virtuoso violinist friends. The Six Sonatas are considered as some of the most influential,
and technically demanding pieces, standing alongside the solo violin works of J. S. Bach
and N. Paganini. Ysaÿe pays homage to Bach by not only writing six sonatas, but also by
using identical keys, and even quoting Bach directly.
The Violin Sonata no. 4 in E minor was dedicated to the Austrian violinist and
composer, Fritz Kreisler (1875-1962). This sonata is a tribute to the B minor Partita of
Bach. Ysaÿe opens with an allemande (identical to the B minor), featuring a majestic
introduction, and then a motif of four rising notes (E, F-sharp, G and A) which goes through
various developments. This allemande is written in a decorated French Overture style, just
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like the B minor. The second movement is a sarabande, another dance movement found in
the B minor. The movement features an ostinato that is the reverse of both the opening
motif of the first movement, and the rhythm of the B minor sarabande. A defining
characteristic of the B minor is the usage of a “Double” following each dance movement.
The Finale is in ABA form with the A section in the style of the second Double of the B
minor (fourth movement); both are running sixteenth notes in Presto. The B section
features another decorated French Overture, which accelerates seamlessly back into the A
section. The sonata ends in E major with a firework display of large leaps, fast double stops,
and harmonics.
Violin Concerto in A minor, Op. 53, Antonin Dvořák
Antonin Dvořák’s Violin Concerto was commissioned by one of the most
distinguished violinists at the time, Joseph Joachim, who was old friend of the German
composer Johannes Brahms. Dvořák completed the concerto in 1879, soon after Joachim
gave the premiere of Brahms’ Violin Concerto. After sending the score to Joachim, pages
of suggested emendations were mailed back. Despite working together for years through
letters, Joachim never played the concerto in public. However, Joachim arranged a runthrough at the Berlin Conservatory in 1882. In 1883, the premiere of Dvořák’s Violin
Concerto was given in Prague by the Czech violinist František Ondrícek with the National
Theatre Orchestra.
The structural ideas of the concerto are worth noting. In the first movement, the
solo violin enters with two cadenzas after only a few bars of orchestral introduction. There
is no true cadenza as the recapitulation is interrupted by a short bridge which transforms
into the second movement. The second movement is a gorgeous melody that goes through
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different embellishments by the solo violin. The finale is a rondo that was inspired by
Czech folk dances. The sparkling syncopated rhythm is present throughout the movement,
with a wistful melody in a minor key that appears in the middle.

Recital IV
May 1st, 2020
Recorded at home due to COVID-19
Yeseul Kim, Violin
Dr. Jacob Coleman, Piano
Z domoviny “From My Homeland,” JB 1:118 (1880)
I.
Moderato
II. Andantino
Violin Sonata No. 3 in D minor, Op. 108 (1888)
I.
Allegro
II. Adagio
III. Un poco presto e con sentimento
IV.
Presto agitato
Duo Concertante No. 3 in D Major, Op. 57, No. 3 (1847)
I. Moderato
II. Adagio
III. Allegretto

B. Smetana (1824-1884)

J. Brahms (1833-1897)

C. de Bériot(1802-1870)

Z domoviny “From My Homeland,” JB 1:118, Bedřich Smetana
Z domoviny, two pieces for violin and piano, was composed by Bedřich Smetana
between 1879 and 1880. It was written shortly after the completion of his famous cycle of
six symphonic poems, Má vlast (1879). At that time, Smetana was not only completely
deaf, but both his physical and mental health were deteriorating. Z domoviny was dedicated
to Prince Alexander Thurn-Taxis, a fine violinist and a close friend of the composer. The
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premiere was given in October 1880, by Václav Juda Novotny (violin) and Karel
Kovařovic (piano).
Born in 1824 in Litomyšl, a small town south-east of Prague, Smetana discovered
his musical talent at the age of five, when his father, Fratišek, gave him his first violin
lesson. Smetana would move to Prague to study with Josef Proksch, with whom he studied
music theory and composition. Despite being a fine violinist and composer, he was more
recognized as a pianist. His fame as a composer would not come until the premier of his
monumental opera, The Bartered Bride (1866), which would result in him being regarded
as the champion of Czech opera.
His chamber music collection is rather small, but each work is personal and
heartfelt. Smetana wrote of Z domoviny: “They are relatively light in style, and intended
more for domestic use than for the concert hall, though without precluding the latter, and
they are written in a genuinely national manner, albeit with my own tunes...” While always
painting the Czech landscape, these pieces are engaging and intimate, yet musically
complex, a display of his musical maturity.
Violin Sonata No. 3 in D minor, Op. 108, Johannes Brahms
Johannes Brahms composed his third violin sonata between 1886 and 1888.
Dedicated to Hans von Bülow, a musician and friend of Brahms, the sonata was premiered
in Budapest in 1888 with Jenö Hubay on violin and the composer on piano. It consists of
four movements, whereas his two previous violin sonatas consist of three. This work is
highly mature work and is a fine representation of the peak of Romantic violin repertoire.
The first movement, allegro, is in traditional sonata form. It opens with a lyrical
theme played by the violin, marked sotto voce, while the piano accompanies with
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syncopated rhythm creating an agitated feeling. The second theme is played in piano, it is
a romantic and expressive melody that is later repeated by the violin. In the development
section, the violin plays a variation of the first theme with bariolage bowing, while the
piano provides a pedal note throughout the section. The recapitulation comes when the
violin reintroduces the first theme an octave lower, with an elaborated accompaniment line
in the piano. The final statement of the first theme is heard in the coda and it descends
across three octaves in the violin, ultimately leading to a cadence in D major.
The second movement is an adagio in 3/8 time. It is one of the most lush and
romantic movements written for the violin. It is also one of the few movements where the
melody is given exclusively to the violin. The third movement is a sentimental scherzo.
The piano starts the melody while the violin accompanies with off-beat double stop figures.
The sentimental mood formed in the beginning carries on until the violin interrupts with a
fierce series of chords in the middle section. The opening material returns, which leads to
the subdued ending after a brief coda.
The last movement, presto agitato, opens with a virtuosic, passionate series of
broken chords in the violin accompanying the theme in the piano. Syncopated figures
appear throughout the movement, creating an agitated and nervous mood. Brahms
concludes the sonata with a restatement of the first theme with stormy character, leading
to the dramatic ending in the home key of D minor.
Duo Concertante No. 3 in D Major, Op. 57, No. 3, Charles-Auguste de Bériot
Charles-Auguste de Bériot was a Belgian violinist and composer. He studied with
Jean-François Tiby, a pupil of Giovanni Battista Viotti. Later, under the encouragement of
Viotti, he briefly worked with Pierre Baillot. He would eventually become one of the most
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significant figures of the Franco-Belgian school along with Henri Vieuxtemps, Eugene
Ysaÿe, and Martin Marsick. He was not only recognized as a violinist, but as a composer
as well, contributing a large number of compositions highlighting the virtuosic capabilities
of the violin. These compositions include ten violin concertos, along with over fifty duets
and etudes, which still serve their pedagogical purpose to this day.
The Duo Concertante no. 3 in D Major, op. 57 is the only one of the three written
in a major key. The first movement, moderato, begins with a simple melody from the first
violin accompanied by a guitar-like pizzicato in the second violin, and then the roles are
reversed. The movement is composed in two sections, structured identically. There are five
major themes in the movement that are traded off between the two violins. The second
movement is an adagio in 2/4. This time, the melody is kept in the first violin throughout
the movement. It is composed in ABA form, with a turbulent middle section in F minor.
The movement ends with an ascending F major arpeggio, reminiscent of the ending of the
second movement of Beethoven’s Kreutzer sonata. The third movement is an allegretto in
6/8, an upbeat dance. Starting in D minor, it opens with a strong sense of urgency until the
second theme in A major, marked grazioso. The grazioso section is highlighted by a fiddle
like accompaniment that is passed around the two violins. The movement ultimately ends
in the home key, D major, with a coda in vivace assai. The coda also pays homage to
Beethoven as the first violin plays running sixteenth-note figures that are identical to the
coda in the last movement of Beethoven’s String Quartet op.59 no.3.
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Recital V: Lecture Recital
May 6th, 2020
Recorded at home due to COVID-19
Smetana’s Z domoviny (From My Homeland)
Introduction of the Composer
Bedřich Smetana was born in 1824, in the small town of Litomyśl, south-east of
Prague. He discovered his musical talent at the age of five, and the young Smetana would
move to Prague to study with Josef Proksch, with whom he studied music theory and
composition. Despite being a competent violinist and composer, he was better known as a
pianist. His opera The Bartered Bride (1866) was the first work that would give the
composer fame and result in him being regarded as the champion of Czech opera. Another
representative work is his cycle of six symphonic poems, Má vlast (My Country),
completed in 1879. Smetana’s chamber music collection is relatively small, but each work
is personal and heartfelt. Regardless of his deafness and declining health, Smetana never
stopped composing until he died of syphilis in 1884.
Z domoviny
Z domoviny (From My Homeland) is composed of two pieces for violin and piano,
written between 1879 and 1880. At that time, the composer was not only completely deaf,
but both his physical and mental health were deteriorating. Z domoviny was dedicated to
Prince Alexander Thurn-Taxis, a fine violinist and a close friend of Smetana. Václav Juda
Novotny (violin) and Karel Kovařovic (piano) gave the premiere of the pieces in October
1880.
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